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ABSTRACT
An actor seeking to improve his craft can find numerous sources containing countless
tips and techniques on the art of acting. However, the majority of these books target the adult
actor often leaving young performers struggling to understand complex acting theory. With the
goals of creating a nurturing learning environment and quality performance work within a
compact rehearsal schedule, this thesis project created and evaluated a new synthesis of
modern acting theory for directors to use when working with young performers. This technique
adapted and coalesced several perspectives on foundational acting theory—specifically looking
at the use of a character’s wants and actions as described by Bruder et al., Caldarone & LloydWilliams, Cohen, Jory, Mamet, and Stanislavski. I tested the developed technique using an
independent production of The Cat Who Ran by Naoko Kudo performed by a group of seventh
through tenth grade actors.
This thesis shares the process of creating this rehearsal tool with its readers. This
process included researching and synthesizing the technique, documenting my process as
director and acting coach for The Cat Who Ran, testing the technique throughout the
production of The Cat Who Ran, evaluating the effectiveness of the technique through
qualitative observation from production team and audience members, and theorizing the
potential effectiveness for other scripts. The documentation of the project includes surveys,
worksheets, text analysis, and production photos.
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“The actor’s intention is the only thing that counts. Everything else is just talk.”
– William H. Macy (Cohen 23)
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CHAPTER ONE: INTRODUCTION
I have been fortunate enough to direct young and learning performers in many
environments: schools, youth theatres, independent projects, and private lessons. Regardless
of the format, I strive for a nurturing learning environment and quality performance work
within a compact rehearsal schedule. Through my experience, I have grown to believe these
three goals create the best theatre experience for young and learning performers. A nurturing
learning environment ensures the actors learn the skills needed to succeed. A quality
performance inspires the audience and actors to continue this work. A compact rehearsal
schedule, often mandated by the budget limitations of youth theatre, allows young performers
with school and other commitments to participate. However, these three goals have difficulty
existing with each other. The following diagram demonstrates this tension.

Figure 1: My Goals
Source: Figure by author
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Reaching the “balanced utopia” is challenging. Creating a nurturing environment and
quality performance takes time. Creating a quality performance in a compact rehearsal
schedule leaves little time for teaching, learning, and nurturing. A compact rehearsal schedule
and a nurturing environment leaves little time to focus on the quality of the show. In order to
get as close as possible to this utopia, I have developed and continue to improve many
rehearsal techniques to achieve this balance. The most elusive rehearsal technique to develop
has been effective acting technique. As a director, I have struggled to understand the most
effective way to coach the acting choices of young and learning actors under these three goals.
A few years ago, I witnessed a rehearsal where confusion over acting technique led to a
tense situation. It started with a surprisingly heated discussion between the director, actors,
and members of the creative team during a rehearsal. I was on crew and was not in a place to
be part of the discussion, nor was I about to make the situation any tougher. After a particularly
unproductive rehearsal run, the director, clearly flustered, demanded the actors share “what
their character wants” in the play. The actors, very nervous and clearly not understanding what
the director meant, mostly gave answers amounting to “I have to go home and think about it
some more.” A few gave general answers: “I want the other character to like me” or “I want to
be free of my problems.” However, the director simply gave them a disapproving glare. The
director accused them of being “irresponsible” and “downright lazy” for not answering this
“basic acting question.” The rehearsal ended with that awkward discussion. After the shaken
actors had left rehearsal to gather their thoughts and try to figure out “what their character
wants,” the director continued to steam to the rest of the team: “These actors aren’t doing
2

their homework. They don’t know what they want. They’re unprofessional.” The other
members of the crew and creative team agreed with the director and praised the director’s
firmness: “Actors these days! They just aren’t coming to rehearsal with their characters
analyzed. They don’t know what they want.” The next day, ironically, everyone seemed to
forget the conversation. If the actors managed to come up with some answers, they never
revealed them to the director during rehearsal. The director never asked the same question
again, and everyone went along with the rest of the production surprisingly content. The
production went on to be a successful, if only average quality, show. This was a few years ago,
and I am, of course, paraphrasing a bit. However, I will never forget the tension in the room:
the rage from a director who was always very collected and supportive combined with the
confused stares of the actors. This was clearly a charged and confusing issue. Everyone was
relieved to let it go. Surprisingly, this was not a team of inexperienced child actors, but a room
full of adult actors dedicated to studying this craft. This may explain the director’s surprise and
frustration. Regardless, the team handled the situation unproductively. The confusion over this
essential acting question hampered the nurturing environment that was present until this day.
The confusion could have led to an edifying discussion; however, after the tense discussion,
everyone simply let it go.
This confusion over a character’s wants and needs has appeared numerous times
throughout my experience in youth theatre compromising the nurturing environment, lowering
the performance quality, and even wasting valuable rehearsal time. Trained actors become
capable of doing this work at home; however, learning performers should be able to
3

experiment with this work in the safe environment of educational theatre. If the young actors
do not get that chance, they may grow up without this important skill. Inevitably, those actors
will suffer a similar fate as those in the above story when working at the professional level. As a
director, I am making it my duty to utilize these acting techniques to strengthen, not hamper,
the learning atmosphere.
As the story indicates, one of the keys to acting technique lies in this important
question: “what does your character want?” With a combination of research and practical
experimentation, I have dissected this question in order to improve the environment of my
rehearsals and the quality of my performances without lengthening the compact rehearsal
schedule. This thesis will research the origin and evolution of this question and synthesize a
definitive technique for young performers to tackle this question. I will apply and evaluate this
technique practically with a production of The Cat Who Ran featuring young performers, as well
as theoretically using scenes from three other common productions that schools and youth
theatres often tackle. Creating this technique will help me achieve the balance I am looking for
in my rehearsals and may inspire others to do the same.
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CHAPTER TWO: DEVELOPING THE TECHNIQUE
Acting texts offer numerous theories, tips, and tricks indicating what an actor can do to
make his performance more entertaining for the audience. A central question separates many
of these theories: When acting, what is within our control? We know that, with the exception
of instinctual responses, we can choose whether to walk stage right or stage left and whether
to say something or keep quiet. We know that we can influence but certainly not directly
control our scene partners, the audience, and the technicians. Likewise, when on stage, we
cannot control the lighting, the scenery, or the leaky ceiling. However, we begin to disagree in
how much control we have over our emotions.
If we can willingly control our own feelings, the possibilities for performance are
endless. If we cannot control our emotions, then how do we cry over the death of our loved
ones in a tragedy? Dr. Jeremy Sherman’s article in Psychology Today explains how under Total
Control Theory, we can control our emotions through cognitive therapy. Sherman also explains
how under No Control Theory, we cannot control our emotions; our emotions are just how we
feel. Sherman argues that the answer lies somewhere in between: “we’re neither omnipotent
nor impotent” when it comes to controlling our feelings. In addition, the Total Control Theory
indicates that with time and therapy, we have some control over our emotions. On stage, an
actor faces the challenge of jumping in and out of a situation as he enters and exits the stage.
Highly experienced actors may be able to find the control described in Total Control Theory.
However, we cannot expect young and inexperienced actors to have the same level of control.
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The acting texts that agree with this conclusion indicate that we do have control over
our actions. Next to how we move and what we say, we have the most control over our actions
within a scene. If we can realistically play actions similar to what our character would be playing
within our scene, we can begin to connect emotionally to the fictional characters. Then, the
audience will be able to suspend their disbelief more easily. They will be more likely to accept
our performance as authentic. This dramatically increases the chances of creating a more
entertaining experience for the audience. However, these acting texts give us many different
ways to analyze the actions of a character.

Dissonance
The acting texts differ in their use of terminology. Last year, I was teaching a young
group of actors to consider what a character wants within a scene, and how articulating and
applying this concept can make your acting direct, specific, believable, and simply interesting to
watch. Suddenly, I watched their brows wrinkle in confusion. Until I stopped them to question
the sudden change of expression, I did not realize that I started the lecture using the term
“objective” and then switched—subconsciously—to the term “intention” to describe this
important concept. For me, these terms were synonymous. For them, it was as if I started a
completely new topic mid-lecture. The use of interchangeable terms is almost commonplace
with experienced actors; however, it was clearly causing confusion for the young performers.
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Popular acting theorists describe what any particular character wants, along with what
he does to get what he wants, a number of ways. They use several terms interchangeably
including “objective” (Hapgood trans., 128), “task” (Benedetti trans., 135), “action” (Bruder et
al 8; Jory 4), “actioning” (Caldarone xiii), “tactics” (Jory 8), “tools” (Bruder et al 18), and “goal …
victory … intention … purpose … or want” (Cohen 22). This blast of synonyms and citations
demonstrates how convoluted our understanding of these simple terms and ideas has become.
A young performer will need some assistance digesting the terminology.

Terminology
The confusion over the initial question “what does your character want?” lies in the way
an actor interprets the question. The most common answer I hear from students involves the
state of being of the character, e.g., “I want to eat right now.” It could also refer to what your
character wants to do or say to the other character(s), e.g., “I want to attack the other
character.” It could also refer to what your character wants the other character(s) on stage to
say or do and why the other characters(s) on stage are not doing that (I want to get my friend
to admit I am right but he is too stubborn to realize). By asking an actor this one question, a
director is asking them at least three questions, and all three questions are important to acting.
This misunderstanding seems to have started with a translation issue. Most theatre
artists give credit to Constantin Stanislavski for first documenting a term to describe, “What
does your character want?” However, different translations of Stanislavski’s Russian text
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translate the term, zadača, differently. If an actor reads Hapgood’s original translation of
Stanislavski, he will read about the desires of a character as “inner, active objectives” (128).
However, if the same actor reads Benedetti’s updated translation, he will read about “inner,
active tasks” (144). This small disagreement may have spawned the numerous terms in our
theories. A young actor would struggle to understand this fluid terminology.
Contemporary acting texts also disagree on which vocabulary terms we should use.
Bruder et al in A Practical Handbook for the Actor preferred the term “action” or “essential
action” when speaking about the “the physical process of trying to obtain a specific goal” (8).
Jory in Tips: Ideas for Actors also used the term “action” describing it as “what you want the
other person onstage to do, to feel, or to understand” (4). Cohen’s popular Acting One/Acting
Two text preferred the term “goal” describing it simply as “what you—your character—wants”
(23). Cohen describes the same disparity of terms I am bringing attention to: “Sometimes this
goal is called the objective. Often…it is also called the victory. Some other teachers use the
word intention, or purpose, or want” (23). When I first begin working with a young actor, I have
always found it best to start with the full question when first discussing this idea: “What does
you character want from the other character at this moment?” After we have had that
discussion, I say that I will call your answer to the question “your objective” from here forward.
We now have a bit of acting language that can help us discuss the play more efficiently thus
helping maintain the compact rehearsal schedule. I will also mention that this is the term for
our rehearsals only and other directors may use terms that are more comfortable to them.
“Objective” is the term I have heard most during my practice, and it is the original translation of
8

Stanislavski so it is the most comfortable term for me to use. I will give this same speech when
introducing any new term. If possible, I would post any new term to a word wall for reference.
If there is still any confusion, I will remind everyone of Cohen’s advice: “It doesn’t really matter
what it is called, as long as you pursue it” (23).
There is also terminology to describe what a character does to get what he wants.
Stanislavski stated, “Every objective must carry in itself the germs of action.” (Hapgood trans.,
134). Bruder et al used the term “tools” which they defined as “ways to go about executing
[the] action” (18). Jon Jory used the term “tactics” which he described as “how you get the
other to do [what your character wants]” (8). Cohen preferred the term “tactic” as well (34).
The Actor’s Thesaurus, one of the most useful places to locate the action verbs that are often
used as tactics, preferred the term “action” defining them as “the actions are what you do to
obtain what you want; they are the tactics you employ.” For efficiency, I am going to use the
word tactic in this technique.
There is a third term, obstacle. This often compliments objectives and tactics.
Surprisingly, there is no disagreement over this term. Jory states: “In the theatre, every action
has an obstacle or else the action is undramatic” (6). Cohen states: “You are working against an
obstacle: your own physical limitations” (24). Bruder et al do not discuss “obstacles,” but the
authors discuss the importance of working in reaction to one’s scene partner, which implies an
obstacle. Stanislavsky also does not give a specific term, but, as with A Practical Handbook for
the Actor, working with another character implies a present obstacle. Thankfully, it is easy to
decide that my technique will use the term obstacle.
9

Acting texts often include another term beside the above terms. This term is far more
recognized and argued about far less: Stanislavski’s “Magic If.” The musical Fame immortalized
this term. Stanislavski stated its practical application: “[The actor] asks himself: ‘But if this were
real, how would I react? What would I do?’” (Stanislavski 94). Bruder et al describe the term as
“a simple mnemonic device, a suggestion by means of which you remind yourself of what the
action means to you in personal terms” (28). This connection between the objective and the
actor makes the scene real for the performer. My technique will refer to this term simply as the
“as if.”
Finally, throughout my experiences, I have heard acting coaches and actors state the
objective in a way the character might say it. If the objective is “To get a loved one to take a big
chance,” the character might say “Come on honey, take a chance!” This idea does not appear in
my researched texts but has been integral to my performance work. For my technique, I will
refer to this as a character’s “activating phrase.”
These five terms—objective, tactic, obstacle, as-if, and activating phrase—form the
basis for the following technique. I have found that these terms function within a nurturing
environment and help produce quality performance work. However, their implementation
needs to vary based on how compact the rehearsal schedule is.
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The Technique
There are different ways to use this technique based on how much rehearsal time is
available to do analysis, the experience level of the actors, and how much work the actors are
doing at home. In an ideal world, the actors would be using this technique at home and the
director could then evaluate their choices within rehearsal. However, this simply will not
happen with young, inexperienced actors. What follows are three variations of the same
technique. The first variation, which I have called complete analysis, gives the actor the most to
work with, but takes a significant amount of time. The third variation, which I have called spot
analysis, is a short hand version that works in the shortest of rehearsal processes. The second
variation, which I have called walk through analysis, balances the two variations. Directors can
use these variations to adapt to the particular time constraints of the production.

Complete Analysis
There are complex and climatic moments within any play that require significant
attention such as Romeo and Juliet’s famous balcony scene or Disney’s The Little Mermaid’s
“Part of Your World.” Complete analysis will help an actor delve fully into these types of
moments. However, because of the heavy time commitment it can be difficult to apply
complete analysis to an entire play within limited rehearsal periods. I mostly apply this
technique within the classroom and private lessons where time is far more abundant and
production quality is less of a concern. The first handout will guide any actor through the
11

process without getting them caught up in the terminology. Note that this handout keeps the
questions in first person. I have found that articulating the questions in the first person help
bring an actor into the moment easier. The acting texts discussed in this thesis often switch
between first and third person articulation which can create confusion for learning performers.
The most difficult question on the handout is the one this thesis centers around: “What do you
want from the other?” The two supplemental handouts help the actor answer this question. It
is important to choose a very playable objective. The two supplemental handouts summarize
the guide in A Practical Handout for the Actor that helps with this issue.

12

Figure 2: “Analyzing a Monologue or Scene for Performance” Handout
Source: Figure by author
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Figure 3: “Common Objective List” Handout
Source: Figure by author
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Figure 4: “What am I ‘doing’ on stage?” Handout
Source: Figure by author
15

Walk Through Analysis
For a play where there is enough time to give analysis some focus but not enough time
for complete analysis, answer the key questions in the previous handouts for each scene
verbally. The team can do this verbal analysis at any point in the process and allow the thoughts
to evolve and change if needed. Actors can write these discoveries at the top of each scene.
When working with inexperienced actors, it will be necessary to answer who/where/what
questions on the handout before identifying objectives. However, verbal analysis tends to
happen much more quickly than working with the handouts. As the actors gets more
comfortable, it will not be necessary to discuss who/where/what questions. For the more
intense scenes or monologues, return to complete analysis.

Spot Analysis
If the show has numerous characters, many small scenes, very inexperienced actors, or
simply a very tight rehearsal schedule, spot analysis will help balance the rehearsal
environment, show quality, and rehearsal schedule. Jon Jory suggests this type of analysis:
“Because large roles are made up of hundreds of actions, very few performers will do all that
homework. Admit you are lazy and use them for spot work. This moment isn’t working—what’s
the action? This beat seems unclear—what’s the action? I feel self-conscious here—what’s the
action?” (4). Defining what the objective, activating phrase, and/or as-if might be in only the
key moments creates a very efficient rehearsal process.
16

Initial Perceptions
With the exclusion of classroom and private lesson work, the majority of my past
projects have operated under tight time constraints. I consistently utilize spot analysis to
maintain the rehearsal environment and performance quality. This technique is by far the
quickest, and I have used it moments before a show opened. However, this variation is in
tension with the learning environment. This variation can undermine the feeling of
accomplishment for the actors, and at worst, results in analysis that only makes sense to the
director. It seems like every time I have said, “you have to get the other person to take a big
chance” in rehearsal, they never embrace it fully because they lack ownership. Walk through
analysis provides a stronger learning environment in exchange for more time. In exchange for
even more time, complete analysis teaches the actors fully. However, I have yet to have enough
time to apply complete analysis to an entire production.

Notes
The techniques of complete analysis, walk through analysis, and spot analysis all deal
with how an actor talks to himself in the moment of performance. Before an actor starts a key
moment, he should remind himself of what he wants within a scene, usually thinking his
activating phrase. This “self-talk” helps to activate the moment and bring the analysis to the
stage. As a director, I can coach this self-talk to the actor in the moment: “Get her to take a big
chance!” There are often other, separate external concerns as well. Bruder et al. describe
17

externals as “a physical adjustment made by the actor that either aids in the telling of the story
or illustrates an imaginary circumstance of the play” (48). For example, if an actor’s character is
asking for food in a scene, the actor must practice embodying the physicality of hunger.
However, the actor should remain focused on his objective, which might be getting the other
character to wake up to the problems he is facing instead of simply showing the audience how
hungry he is. As a director, I can help an actor distinguish external action from internal action.
Some of the young actors I have worked with love to generate elaborate backstories for
their characters. These actors use any discussion about their objectives to bring up their story.
David Mamet offers some advice on this matter: “So our ‘technique’ becomes more and more
devoted to the development of a kind of catatonia…The creation of auxiliary ‘stories’ which are
just as difficult to ‘perform’ as the script but lack the merit of being about anything other than
ourselves” (6). Mamet’s words may be a little tough in the nurturing environment. Instead, I
remind the actors that our character stories simply help us determine which action to play in
any given scene. Our focus should be on our objective and not on our personal histories.
Characters are rarely concerned with revealing their history to the audience.
When using this technique, there is an issue when a character recites a monologue
alone on stage. The author did not write a scene partner to react to. Bruder et al. offers two
recommendations for this situation: use the audience as an “objective observer” to play against
or to imagine playing to the person in the as-if (46). Bruder et al. describe using an imagined
person as “rehearsing in the bathroom mirror before asking someone out on a date.” I once
had a young actress refuse to use either of these options. Instead, she insisted that she was
18

talking directly to herself in her monologue. This idea of speaking to, as Michael Jackson put it,
the “women in the mirror” was effective for her. I now refer to this “man/women in the mirror”
type of objective as an “internal objective,” a want from yourself. Although these scenes tend
to be the most difficult to analyze using this technique, with a little imagination, this technique
can bring a lot to these moments.
With any of these techniques, I have seen actors get lost in their analysis. The actors end
up going on stage to contemplate the strength of their analysis instead of trying out their
actions free of judgment. Viola Spolin offers a smart sidecoaching phrase to help actors facing
this challenge: “Out of the head and into the space!” (67). I kept these concerns in my mind as I
assessed these variations of the technique practically and theoretically.
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CHAPTER THREE: THE CAT WHO RAN ANALYSIS
The following section presents a page-by-page analysis of The Cat Who Ran. Our
rehearsal process was rather compact so we used a combination of walk-through and spot
analysis. Key moments on the page are identified, and an objective (indicated in bold) for each
of these key moments is articulated. This analysis is not exhaustive; instead, it represents the
pieces we discussed in rehearsal. I describe how we arrived at each objective’s articulation.
Some objectives were determined through discussion with the cast, the actors acted some
naturally, and some, unfortunately, were not realized until post-production. I also note if the
objective held up for the performance or changed completely.
This analysis only identifies the objectives the actors attempted to play. The later
chapters will describe how effectively and how honestly the actors pursued the objectives.
Note that I articulate objectives in the third person for readability (ex. The Fish is getting Ran to
take a big chance). The actors personalized the objectives in the first person and removed the
character names to make it more relatable (“I am getting a friend to take a big chance” instead
of “Ran is getting The Fish to take a big chance”). Also, note that actresses playing male
characters would use feminine pronouns for the same reasons. The following analysis is by no
means exhaustive, but it will walk the reader through the core of this production’s technique.
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The title page has been included for reference and copyright
purposes.
NOTE:
In this analysis, the narrators and characters play many objectives
towards the “audience.” Playing with the audience’s unrehearsed
reactions was a difficult issue throughout the process.
We took the advice of Bruder et al. and came up with a group as-if
for this situation. The actors pretended as if a group of young kids
had gathered to hear their story. When narrating, the actors
imagined the audience as this group of innocent objective
observers and played their objectives in reaction to them.
The characters also speak with the “audience.” When embodying
a character, they imagined the audience as simple objective
observers. For example, the Mother of Hare played to a group of
young mothers. The actors had to imagine the character they
were talking to.
We established this idea early on and used the word “audience”
in rehearsal to refer to these objective observers.
The audience was not considered the literal parents and friends of
the actors. They were characters in the story with the actors.

Figure 5: The Cat Who Ran by Naoko Kudo, Title Page
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The play begins with the narrators announcing the presentation of
the story.
The narrators are proving themselves to the other narrators and
the audience.
When asked early in the process, the actors determined this
objective. We determined that a fun activating phrase would
simply be “Look what I can do!” This objective carries throughout
the majority of moments in the play when the actors are
narrating. There were several discussions over who the audience
was. The majority agreed that they were friends who had stopped
to enjoy their show.
The objective definitely stood during the performance. However,
there appeared to be some shift in a few of the actors to waking
the audience up. This shift increased the energy, but weakened
the personal stake the characters had in the story.

Figure 6: The Cat Who Ran by Naoko Kudo, P. 2
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The narrators continue the announcement until The Earth enters
to describe the birth of Ran.
The Earth wants to get respect from the audience.
We discovered this objective through discussion.
From my perspective, this intention fell away in favor of the
narrators’ original objective. This still worked, but it may have
weakened The Earth, making her seem like a normal narrator.

Figure 7: The Cat Who Ran by Naoko Kudo, P. 3
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The Cabbage Moth closes the scene by telling the audience about
his interactions with Ran.
The Cabbage Moth wants to get Ran’s goat.
The actor came up with this version of “I want to put the other in
their place” with a built in as-if. My assistant director encouraged
him to use an as-if along the lines of “as-if my sister was bugging
me for attention.”
This objective also seemed to slip by the performance in favor of
the original narrator objective.
With the words of the last two monologue directed at the
audience, both The Earth and The Cabbage Moth had a tricky time
living the moments with Ran. For our production, this split focus
between narrator and character was the most difficult part of
acting this piece.

Figure 8: The Cat Who Ran by Naoko Kudo, P. 4
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At the top of scene two, Ran’s Mother is training Ran to be like
the other kittens.
Ran’s Mother wants to get Ran to shape up.
Ran wants to get his Mom to support and believe in him.
These objectives were determined through discussion. Ran’s
Mother used “Get with the program!” as an activating phrase.
Both these objectives tended to stick for the performance.
However, Ran’s focus ended up being more on the tricks than the
interactions with the Mother.

The narrators continue presenting this story to audience, but the
tone is beginning to shift.
The Narrators are opening the audience’s eyes to the
importance of the situation.
We did not identify this gradual shift, but the new intention was
clear in the performance.

Figure 9: The Cat Who Ran by Naoko Kudo, P. 5
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The Mother of Hare enters and describes how to raise a child.
The Mother of Hare is putting her kids in their place and
teaching the audience a lesson.
With the scene blocked so that the other actors were playing
young rabbits, we decided to play the objective towards the
audience.
We discovered these objectives through discussion. My assistant
director pointed out the stakes of the situation when he noted
that this helps the kids survive in the dangerous life of a rabbit.
For the interactions with the audience, we came up with the
activating phrase “you got nothing on me.”
Both of these were still clear during the performance.

Figure 10: The Cat Who Ran by Naoko Kudo, P. 6
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The Ant comes on and describes Ran’s predicament.
The Ant wants to get the audience to feel for Ran.
This objective was also determined through discussion. The
actress used the activating phrase of “Don’t you feel for this
guy?!” In hindsight, this objective is manipulative, as she tries to
get an emotional rise out of the audience. Perhaps a better
objective would be to get the audience to help ran.
This moment felt a bit disconnected in performance likely because
we did not identify a proper objective. Again, this resulted in the
actress playing the original narrator intention, which is not quite
specific enough for this moment.

Figure 11: The Cat Who Ran by Naoko Kudo, P. 7
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The objective continues from the previous page.

Figure 12: The Cat Who Ran by Naoko Kudo, P. 8
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Ran and The Fish feud over the pool of drinking water at the top
of scene three.
The Fish is putting Ran in his place and getting the audience on
his side.
Ran is stopping the fish from making a big mistake (attacking
him).
We came up with the intentions between Ran and The Fish during
discussion, but neglected to articulate what The Fish wanted from
the audience.
The objectives we articulated were played during performance,
but with a missing objective, the interactions with the audience
were a bit disconnected.

Figure 13: The Cat Who Ran by Naoko Kudo, P. 9
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Scene 3 ends with the Zelkova Elm Tree describing the new
friendship.
The Zelkova Elm Tree is showing the audience who is boss.
Playing up the fact that this tree has seen it all, the actor made a
creative and exciting choice for this monologue. He used the
activating phrase “Deal with it!”
This objective made for some exciting rehearsals, but ultimately
failed to show up in the performance, perhaps because it is a bit
out of line with the intentions of the playwright, particularly in the
second half of the monologue. Maybe “Getting the audience to
open their eyes” would have fit more without losing the
creativity.

Figure 14: The Cat Who Ran by Naoko Kudo, P. 10
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The Fish and Ran play and grow their friendship throughout scene
four.
Both Ran and The Fish are making a friend, which includes
getting the friend’s goat. The two are also getting the audience
on their side.
We had no need to discuss these objectives as the actors were
playing them immediately.
These intentions did show up in performance.

Figure 15: The Cat Who Ran by Naoko Kudo, P. 11
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The frog describes the growth of Ran.
The Frog is getting the audience to respect Ran or getting the
audience to see Ran in a new light.
We did not discuss these intentions as the actress was naturally
playing them.
The objectives held for the performances.

Figure 16: The Cat Who Ran by Naoko Kudo, P. 12
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The Wind describes how Ran pretended to be a cloud so well he
believed him.
The Wind might be getting the audience to understand the
ridiculousness of the situation.
We were a bit baffled by The Wind character and struggled to
define an objective.
In performance, he ended up playing something around what is
stated above.

The blocking for this scene has another actress acting out The
Wind’s interaction with Ran.
The Wind was stopping Ran from making a big mistake and,
upon realizing that Ran was not a cloud, The Wind was getting
Ran’s goat a bit.
We did not discuss these objectives in rehearsal.
In performance, the interaction was very disconnected. Discussing
these objectives might have helped this moment.

Figure 17: The Cat Who Ran by Naoko Kudo, P. 13
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The Sunflower describes how powerful Ran was.
The Sunflower was correcting a misperception with the
audience.
We came up with this objective during notes.
This was certainly played during the performance, but perhaps
there was a more exciting articulation. Maybe “setting the record
straight with the audience” would have been a little clearer.

Figure 18: The Cat Who Ran by Naoko Kudo, P. 14
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The Turtledove is describing how much The Fish changed.
The Turtledove might be setting the record straight with the
audience.
My notes indicate that we were struggling to determine an
appropriate intention for The Turtledove. However, the energy
and clarity carried the actress through the piece.
In performance, it seemed that the actress was playing the above
objective.

Figure 19: The Cat Who Ran by Naoko Kudo, P. 15
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The Sun is further describing the changes in the pair.
The Sun is also setting the record straight with the audience.
This intention, like the others in scene four, was always a struggle.
The entire scene is heavy on the storytelling and low on dialogue.
So identifying and perusing an action becomes very difficult. This
is where the as-if work could have energized the monologues and
moments, and made setting the record straight a more specific
moment.
In performance, this scene felt disconnected, as the interaction
with the audience was unclear.

Figure 20: The Cat Who Ran by Naoko Kudo, P. 16
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The action sharply switches in scene five with the announcement
of the contest to catch The Fish. The Honeybee describes the
reaction to this announcement.
The Honeybee is waking the audience up to the turn of events.
We did not discuss this objective as the actress was naturally
playing it.
The objective definitely showed up in performance as the turn of
events energized scene five.

Figure 21: The Cat Who Ran by Naoko Kudo, P. 17
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The Waterweed describes The Fish making his decision.
The Waterweed is getting the audience to face facts.
The Waterweed was a monologue that my assistant director took
charge of. I observed the actor playing the above intention.
The objective definitely showed up in performance.

The Fish reveals his plan to Ran.
Ran was stopping a friend from making a big mistake and The
Fish was getting Ran to take a big chance or getting Ran to trust
him.
The scene between Ran and the Fish was one of the most
powerful moments in the show. The scene was coached in many
ways, but ultimately, these intentions were chosen.
The intentions were clear during the performance.

Figure 22: The Cat Who Ran by Naoko Kudo, P. 18
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The Cricket describes Ran’s reaction to The Fish’s decision at the
end of the scene.
The Cricket is teaching a gentle lesson to the audience.
The Cricket monologue was another powerful moment my
assistant director took charge of. It was clear that this was the
intention the actress played. It was evident by the final sentence.
This definitely showed up during the performance.

Figure 23: The Cat Who Ran by Naoko Kudo, P. 19
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The play twists again as The Pampas Grass gossips on the
situation.
The Pampas Grasses are getting a rise out of each other.
We decided to ride the idea of The Pampas Grass being gossiping
students. This made for some exciting rehearsals.
However, the energy was weaker in the performance. Perhaps
there was an unspoken as-if in rehearsal that fell away during
performance.

Figure 24: The Cat Who Ran by Naoko Kudo, P. 20
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The Fish finally convinces Ran of his plan.
Ran is convincing a friend he is wrong and The Fish is getting a
friend to understand his point a view.
We determined these objectives through discussion.
These objectives played during the performance. However, the
articulation in the previous Fish and Ran scene may have been a
bit more active and worth continuing to play.

The Weasel describes Ran’s reaction to the decision
The Weasel is getting the audience to help solve a curious
mystery (why Ran is acting so strange).
My assistant director coached the Weasel’s powerful monologue.
I observed him playing the above objective.
He certainly continued to play his objective during the
performance.

Figure 25: The Cat Who Ran by Naoko Kudo, P. 21
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The objective continues from the previous page.

Figure 26: The Cat Who Ran by Naoko Kudo, P. 22
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The Pool sets the mood for the battle.
The Pool is getting a rise out of the audience.
The actress naturally played this objective.
That definitely played during performance. However, an as-if
could have raised the stakes a bit.

Figure 27: The Cat Who Ran by Naoko Kudo, P. 23
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The Field Mouse is also revealing the intensity of the situation.
The Field Mouse is also getting a rise out of the audience.
The actor naturally played this objective. The character indicates
the objective when he questions if the audience can feel it.
Despite some stumbling over the dialogue, the intention was
played during the performances.

Figure 28: The Cat Who Ran by Naoko Kudo, P. 24
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The narrators begin to describe the intensity of the scene.
The narrators are also getting a rise out of the audience.
The actors were naturally playing this intention.
The objective showed up in performance. However, the
exhaustion of the dialogue and active blocking sometimes stood
in the way.

Figure 29: The Cat Who Ran by Naoko Kudo, P. 25
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The play ends with the narrators wondering what happened.
The narrators are getting the audience’s help in solving an
important mystery (what happened to Ran and Fish).
This was naturally played by the actors.
The intention was clear during performance.

Figure 30: The Cat Who Ran by Naoko Kudo, P. 26
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CHAPTER FOUR: PRODUCTION JOURNAL
This chapter documents my recorded thoughts throughout the production process of
The Cat Who Ran. The journal was originally written after every rehearsal as a long string of
bullet points. For readability, it has been edited into narrative form and focuses on the topics
addressed in this thesis. In order to fit within the team’s schedules, this show was rehearsed in
a compact period—only one week of rehearsal. Planning and conceptualizing took place during
the month leading up to the rehearsal week. Auditions and casting occurred two weeks before
rehearsals. We met for a preliminary read-through and orientation a few days before rehearsals
began. Our five rehearsals lasted eight hours each day of the week. The first four days were in a
rehearsal room at The University of Central Florida, and the final day was used for technical
runs in the performance space at Orlando Repertory Theatre’s Black Box Theatre. There were
two performances on Saturday and one performance on Sunday. This intensive rehearsal
process is often used when working with young performers over the summer. This one-week
“summer camp” style process, though challenging and exhausting, was extremely convenient
for our team.

Planning Period
This first entry consists of a few meetings between the assistant director, the stage
manager, and myself. During these meetings, we determined the concept, the rehearsal
schedule, and what preparation work we needed to complete before rehearsal. My biggest
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concern at this point is the complexity of the show. The actors’ lines are totally scattered. It is
going to be a challenge just to get everything memorized, let alone pursuing intentions. With
everyone constantly onstage, it will be difficult for a young actor to stay engaged when he does
not have any lines in the scene. The balance between narrator and character is also going to be
a huge challenge as the actors jump back and forth between each. What does a narrator want
from the audience? The blocking and pacing seems very intense and epic. I wish the rehearsal
process could be longer, but there was not much choice over the schedule. We must make it
work. This is going to be a much different show than what the actors normally do. It certainly is
not a contemporary realistic play or musical. I am very curious to see how they react. In the
limited period, spot analysis will be a great technique and the only that can work. I just hope
there is enough time to actually play with the intentions and do more than simply get the show
on its feet. I am excited for the concept of allowing these young actors to be themselves
reacting honestly to the story. It will be an exciting realistic contrast to the very poetic,
presentational text.

Auditions
Our audition process allowed us to look at each actor individually as the actors read a
monologue from The Cricket and The Weasel as well as a Ran and The Fish scene using my
assistant director as their reader. The show was easy to cast as the actors all gave us solid
readings and my assistant director and I can easily see eye to eye on these decisions. It is
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starting to become clear what ways of acting support this piece. So much of it is already in the
poetry. The actors that kept it simple and let the text do the work were very successful. One of
our actors was putting on a character voice without realizing it. When we asked her to speak in
her normal voice, the change was astounding. Her focus shifted to living the moment instead of
creating character, and it became much more connected. This was the first time I was really
trying to coach by primarily identifying intentions instead of my normal, often sporadic, notes.
It was interesting how much harder I had to work to form a proper note, but it also made me
think more deeply about the story. The actors seemed to react well and my assistant director
gave more traditional notes to back me up. I wonder how conscious the objective needs to be.
How often should you say it to yourself? Do you need to say it during performance, or is it a
simple diving board to greater discovery?

Read-Through
The read-through was very powerful. It will be an exciting process with this group. I have
only described the technique at this point. The actors are cautious yet curious about objective
driven acting. The actors are absolutely stoked about the story. They are fascinated with the
pacing and way of speaking. They are also fascinated with some of the eastern themes like
dying with dignity. This show has wonderful value as a piece for young audiences. Some of the
actors have really done their homework and some obviously have not. I just hope they realize
how soon the performance is. One of our actresses is really “playing emotion.” All I get is a
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sense of the drama—she seems very sad here or very happy at this point. There was not a
sense of the story in what she was saying. This technique will really benefit her if she can adapt.
Another actress got herself so riled up that her words became mumbled. Perhaps the intention
chosen was not in line with the playwright’s intention. We are really challenging our actors to
collaborate and talk with us about what is going through their heads. My assistant director
drove home this point when he gently reminded one of our quiet actors: “I like it when you
talk.” Indeed, no theory will work without open communication with the team. I am very
excited about the prospects. There are plenty of dry spots to address, but there was plenty of
goose bump moments as well.

First Day of Rehearsal: Experimenting
Today was the experimentation day. We let the actors simply run the piece repeatedly
creating their own blocking. It was certainly exciting to see what they came up with, and I am
feeling a lot more confident about the blocking days to come. It was fascinating to see how
much ownership the actors took when they were allowed to play. The energy was palpable, and
the show was very interesting to watch. The challenge will be to bring gently in the direction to
the parts that are unclear without losing that dedication. I found myself saying, “I have no
answers. There are no answers!” a lot. With youth theatre, I am functioning as a teacher and
director. This changes the collaboration. I often feel the actors looking to me for a way forward
when that needs to come from the group. We began playing with overall objectives in the
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piece, and I see why the texts I am researching sometimes dance around the issue. The
discussions can get very complex, but we are starting to figure out what these narrators want
from the audience and each other. No one seems to want to write things down. Are pencils
scary? We need to get over that. When we dived into a monologue, one of our actors was
pushing back against the objective work. He commented that he just wanted to worry about
“being me.” I wish it was that easy. This show is extremely complex and I wish we had so much
more time to delve into every moment, but we will just have to do what we can with the time
we have. Onward to blocking!

Second Day of Rehearsal: Blocking
Today we focused on getting the first half of the show blocked while we continued to
discuss intentions and acting technique. The day really flew by. We will have to stop being so
delicate to really get through all we need to. The spot work of dropping an intention here and
there seems to be effective. At the very least, it is a smart use of time. We were able to slow
down and discuss the first few scenes like a walk-through analysis, but just did not have the
time for the later scenes where spot analysis will have to suffice. The biggest question with spot
analysis is how much will they hang on to. I love letting the actors figure out the blocking, but
with a show so heavily dependent on stage picture, that is difficult. There is an odd tension
between actor freedom and director guidance. How do you build and redirect the actor’s ideas
and not squash them? The discussion is powerful: the actors are taking my assistant director’s
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advice from the read-through. Currently, the show is a joy to watch. The active nature keeps my
short attention span satisfied. It feels like a musical without the singing. I found some success in
using the statement “The audience should be experiencing ____ here.” This allows the actors
some freedom of choice and interpretation while keeping the show consistent. We are now
playing with an idea of the group of kids discovering a basement with The Cat Who Ran book in
it as the concept. It seems to be working. How clear does the concept need to be to the
audience though? Do they need to be able to identify that it is a basement or can they be
allowed to think what they will? I am exhausted but excited for the next day.

Third Day of Rehearsal: Blocking
We finished the rough blocking today. We had an exhausting morning, but came back
strong after lunch. I know it is sometimes easy for me to ignore my body’s need for breaks and
food, so I should pay better attention to that or let the stage manager pay attention to that.
Both my assistant director and I have such an urge to knit-pick everything. We have to allow the
actors to take charge of cleaning the little pieces or we will be here all day. The intention work
really helps the monologues. It is more difficult and almost less needed when many people
have lines. However, in those key moments, when the pacing slows a bit, it is extremely
needed. It also seems to be needed when someone does not have lines for a while. Without
text to check them in, there needs to be something else. Ultimately, there seems to be no need
to address it when the actors already have a grasp on the moment. It should be the actor’s job
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to figure out and play intention. My job has to be to identify the challenging bits and offer
support to those parts. The more time we have in rehearsal, the more we will be able to work.
We still have an actress who wants to play “emotion.” Coaching her to ignore the emotion did
not work; however, coaching her to pick up the pace and thus removing the time to stew in the
emotion worked really well. It is so easy for me to get down on myself when things do not work
immediately. If I can be okay with the time is takes for the process to work, my blood pressure
will be a bit lower in rehearsal. We really got a lot accomplished today, but there is much more
to do tomorrow.

Fourth Day of Rehearsal: Run-Throughs
Our fourth day was another great day as we polished the show before tech. We asked
the actors to warm themselves up this time, and that clearly did not happen. Unless we give a
little rehearsal time for warm-ups, it just will not happen. The morning is always more of a
struggle than after lunch. Maybe we need some breakfast time too. The lines in the later scenes
are an issue and that really shuts everything down. However, line issues are to be expected
with such a short rehearsal process. My assistant director’s technique revolves around tactics,
which is great as I am big on objectives. Tactics are often easier to grasp than objectives.
However, focusing on a character’s tactics first risks losing the focus on the other character’s
responses. It is thoughts like these that make so much of this process feel fleeting and random
instead of scientific and practical. Moments shift in quality, seemingly without reason. An
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awesome discovery can disappear moments later. Either I need to accept the fluidity of art or
study some more psychology. We had a run for my thesis advisor that was quite impressive.
The added presence helped the actors really get serious and work through any issues creating a
nice performance feel for the first time. Nerves definitely crept in, but it is good that they have
crept in this early. Perhaps the biggest challenge right now is “checking out,” particularly when
it is not your line. I see the actors literally slump in between moments. How do we get them to
stay in it, especially when they are exhausted? The spot intention work continues to be
effective, especially on the monologue and one-on-one scenes. I wonder how this technique
can scale for a very large cast. Anyway, onward to tech!

Fifth Day of Rehearsal: Tech and Dress Rehearsal
Our tech day consisted of a big morning of cue-to-cue followed by two runs. The second
run was vastly more interesting to watch than the first. What changed? They just seemed to be
living it more and actually communicating the lines instead of just marking through it. There
was a sense of intention! They were less nervous and just seemed to be enjoying it more.
Perhaps they just need some warm up time. So how do we warm up in a way other than doing
a full run through? I am excited and curious to see how the shows go. With two performances
of very different quality, it could go either way. I have finished my job, as it is finally
performance time.
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Performances
We are closing the show very proud. The audience was very engaged by this story and
that is all that really matters. Considering how quickly this show went up and its unique
challenges, we really rose to the occasion. However, I cannot help leaving with a chip on my
shoulder. From my perspective, our “best” showing was the final dress rehearsal on Friday.
Saturday night got close, but the other two performances did not even hold a candle to it.
There was a clear sense of exhaustion that came and went. Only during Saturday night did the
actors really fight against this exhaustion, particularly in the first scene. I postulate that our
rehearsal schedule built in a sense of warming up: the actors were only ready for performance
after hours of rehearsal. The actors just were not ready to pop in on a moment’s notice. I also
suggest that the actors were relying more on the energy than the intention work to bring them
into the moment and that energy is ultimately much more fleeting. In addition, there needs to
be a deep realization of what is at stake in the situation that makes you want to play any given
intention. However, I worry they were just riding the work they did earlier in the day during
rehearsal and that work just was not there for the performances. Of course, I am being very
critical because I knew the potential, and we did not entirely rise to it. However, where we
landed was still exciting. There were moments of connection, moments of intention like when
The Fish reveals his decision to Ran that really worked and the audience responded. So the
lingering question is how do you catch lightning in a bottle repeatedly? We got there in
rehearsal, but were, unfortunately, unable to replicate it in performance.
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CHAPTER FIVE: ANALYZING PRODUCTION FEEDBACK

Audience Feedback
I asked the audience to fill out an anonymous feedback questionnaire after the show.
They could choose to fill out a slip of paper in the lobby or an online form. We received
submissions from thirty of our audience members. I asked the audience the following
questions:


Which performance did you see?



What (if anything) surprised you during this performance?



What (if anything) confused you during this performance?



What was your favorite moment in the play and why?



What was The Cat (Ran) looking to gain throughout the play? Why?



What was The Fish looking to gain throughout the play? Why?



What do you think happened to The Fish at the end of the play?



If there are any other thoughts you would like to share, please do so on the back.

The first question was merely to distinguish reactions from performance to performance. The
second, third, and fourth questions were to get a critical reaction to the play from the audience.
The fifth and sixth questions were meant to see if the audience could sense the intentions
being played. The final question gives the audience a chance to answer a question that the
playwright deliberately left unanswered. In addition, they were invited to write any other
thoughts they might have in the final question.
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The audience gave a range of answers to the first three questions. Some looked more at
the actors, some at the text, and other(s) at their own emotions during the piece. Some
audience members were surprised that we simply pulled it off: “[I was surprised] they
remembered their lines.” One audience member was surprised “by how many layers there
were to the play: the animals, nature, seasons, and relationships.” Another audience member
was surprised “that it drew on nearly all emotions, and the ending is so beautiful and quite
unexpected.” Several other audience members were surprised by the ending as well. Perhaps
the most powerful response to the first question was the following: “The emotion inside of me
that was awakened by the performance and story line—I actually cried when the fish ‘contest’
was described.” It is amazing to hear how emotional some our audience members got during
the piece. The hope is that actors really living in the scene will result in the audience doing the
same. There was more consensus on the second question, as many audience members were
confused by the quick pace that occasionally caused a line to be missed or flubbed: “some
actors needed to slow down and speak clearer” and “at times [I] was not sure who they were.”
Looking back at the video, it was clear that some key lines, including those that introduced a
character, were tossed off (not playing the intention of a proper narrator) causing moments to
be missed. Many members of the audience also agreed that their favorite moment was the
interactions between The Fish and Ran: “when The Fish and The Cat were playing together,”
“when Ran and The Fish were on the blocks,” “the plea of the fish to Ran before ‘D-Day’.” We
spent a lot of time working the interactions between Ran and The Fish, including very clearly
defining their intentions, so this reaction made a lot of sense.
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The audience was very able to articulate the intentions of Ran and The Fish in the next
two questions. They stated Ran was looking for “acceptance,” “understanding,” “authenticity,”
and “a friend.” In fact, nearly half of the answers involved acceptance or friendship. This is a
very well put super-objective for Ran and it is great to know that the smaller scene objectives
the actress played caused the audience to think in this way. The audience stated The Fish was
looking for “purpose,” “a friend,” and “honor.” Again, almost half of the answers involved
looking for a friend. This is a great super-objective for The Fish and it is again great to know the
objectives the actress play led to this discovery. From the audience’s feedback, the actors did
an amazing job of communicating the intentions of the story.
The audience had a range of opinions for the final question. Some thought Ran ate The
Fish: “He got eaten by the cat and they ran together forever!” Some thought The Fish escaped
with Ran: “He went off to have more adventures with fish.” Others thought there was
something deeper going on: “I think something mystical happened and the cat did not
physically eat the fish but somehow freed it from its bonds.” I am extremely happy to see a
range of interpretations and so much thought put into it, as this is what both the playwright
and the creative team hoped to inspire.
The audience feedback was wonderfully constructive and revealed the different ways
everyone perceived the show. In my opinion, the more thoughts there are the better. It is
certainly exciting to see how actors living truthfully in the moment can inspire so much in an
audience.
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Actor Feedback
The actors also received a questionnaire to fill out during the cast party about their
experience and reaction to the technique. They were asked the following questions:


What did you enjoy most about this production? Why?



What did you enjoy least about this production? Why?



What was the most challenging thing about this production? Why?



What was the most useful note you received during this production? Why?



What was the most confusing note you received during this production? Why?



What part of the show did you feel most connected with? Why?



What part of the show did you feel least connected with? Why?



Did you find the objective/tactic/activating phrase work useful to your performance?
Why or why not?



Did you consciously think about objectives/tactics/activating phrases during the
performances?



If so, what intentions were you thinking about? If not, what did you focus on instead?



If we had more rehearsal time, what would you have liked to work more on?



Would you be interested in doing another show like this (International Theatre for
Young Audiences)?



Feel free to add any more comments on the back.
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The first three questions were intended to get a general critical response. Questions
four and five analyzed the effectiveness of the notes received. Questions six and seven
addressed their connection to the show. Questions eight, nine, and ten directly addressed the
use of the technique. Question eleven addressed if there were any lingering issues, and the
final question simply asked if they would like to see more contemporary shows of international
origin.
The actors were in consensus on the first three questions. The actors agreed that the
ensemble nature of the show was most enjoyable: “I liked that we were always onstage
because we were always together,” “We were all onstage the whole time and it was very
ensemble coordinated.” For the least enjoyable and most challenging thing, the majority
lamented “that we only had a week (sad face),” “having to memorize [everything] in one
week,” “if we had one more week, I think that this would have been an even better viewing
experience.” One noted the tough language that he does not “normally use in day to day
conversation.” I have very similar feelings to the actors. It was a joy to work so collaboratively
yet there was not enough time to get as far as we all wanted.
Understandably, all the actors had different notes that were useful or confusing. Many
remarked about notes regarding memorization, but a few cited notes that addressed the
technique as being particularly useful: “Focus on the tactics” and “there’s a difference between
presentational and reality [acting style].” It is great to see the actors start to understand the
technique. The notes dealing with emotion confused some actors: “[don’t] be sad” and “don’t
be cheesy.” Indeed, my assistant director and I should have focused more on redirection
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instead of requesting the actor simply compress the urge to do something. Also the concept of
“one-upping” was not an understandable intention for two of our actors. Perhaps there is a way
to specify that using tactics. This question was a nice check to see if the actors were able to
understand what I am saying in rehearsal.
For the most part, actors answered the connection question by identifying the
characters and moments they were most or least connected to. Ironically, one of our actors
remarked about how disconnected they were from a character that they seemed to be very
connected to. Also ironically, one actor remarked that he felt the ending was “weak.” Ironically,
the audience indicated on their surveys that the end was the strongest part. In this case, what
we observe from the outside may be quite different from the inside. This is one reason we
struggle to communicate so much in theatre.
On the form, every single member of the cast stated that they found the work quite
useful. All of the actors indicated that this technique was useful to the performance: “[it]
helped me find my character,” “it started me up.” The actors disagreed as to whether or not
they used the technique directly in the performance: “I did…it helped to bring a pace to the
performance,” “at times I would get involved and forget,” “no, after a while I just stuck to my
performance.” Ultimately, the actor is going to choose what is best to think about during the
performance, but it is wonderful that they found this technique useful if only to help energize
their performance. The technique did not seem to get across to one performer. She remarked
that her “focus” was on “the emotional state in that moment” during the performance. This
technique encourages focusing on the objective instead of the emotion. In observation of her
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acting, I would think the thought was deeper than simply “feel a certain emotion,” which the
technique argues against.
In the final questions, everyone remarked that some more time would be great. Two of
the actors expressed interest in working more on character analysis. Cultivating that desire
fulfills the goal of creating a positive learning environment. Moreover, everyone gave an
enthusiastic “YES!” to working on more of this kind of theatre. One actor answered
enthusiastically: “YES YES YES YES YES YES.”
The feedback was amazingly useful. Overall, the feedback from both actors and
audience indicated the effectiveness of the technique. However, the feedback from the actors
indicated that we only got half way there. With more time or better time management, we
could have increased the quality of the show and the quality of the learning within rehearsal.
Luckily, finding more time to work on this production was a very real possibility.
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CHAPTER SIX: REMOUNTING THE PRODUCTION
The story did not end with the mild success of the summer production. During our dress
rehearsal day, some of my mentors mentioned the idea of continuing the rehearsal process and
performing again in fall. After the show closed, the crew began to discuss the possibilities. As
many of the actors noted in their reflection, everyone was excited to give the show the time it
needed. Seeking a bigger stage and wider audience for the remount, we decided to take the
show to the Florida Theatre Conference, Theatre for Youth Division. We also brought an
additional assistant director into the process to give the show some fresh perspective. After a
summer break, we set about preparing the show for this new venue.

Evolving the Technique and Analysis
With a strong base to work from and plenty of time to reflect, I was able to enter this
process with a lot more clarity. I utilized spot analysis because it was effective during the
summer rehearsal process. There was only a few moments where there was a need to break
the analysis down any further. The biggest realization and change in the remount was a new
focus on the audience. This partly came from our change from an intimate black box to a large
proscenium performance space. However, it mostly came from a fresh look at the script. The
narrators direct the majority of the script towards the audience. The narrators talk to the
audience. The characters talk to the audience. The moments the characters actually talk to each
other are rare and powerful. The spot analysis over the summer focused on what the characters
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wanted from each other often neglecting what they wanted from the audience. In the text, the
characters interact with the audience far more than they do each other. This realization really
started to change the way the show unfolded and made the story much clearer. The narrators
were suddenly opening the audience’s eyes to the difficulties of this story. The characters were
correcting misperceptions in the story for the audience. The overarching sense of the narrators
proving themselves and the value of this story to the audience continued as well. Suddenly, the
applied acting theory was not trying to transform this presentational story into a
representational one. Instead, the theory was embracing and heightening the presentational
nature of the story in a shockingly honest way. Heightening the presentational moments only
highlighted the truly representational moments. This new focus greatly evolved and specified
the blocking, which became the biggest task of the rehearsal process. It took us a while, but we
finally figured out the style of the show.

Rehearsal Journal Overview
Instead of presenting the lengthy rehearsal journal in its entirety, this section will
highlight the key moments in the process and reflect on these moments and turning points. As
with most rehearsal processes, particularly those with young actors, rehearsal time is far from
ideal. The remount process included nine Friday night rehearsals, two Saturday rehearsals, and
an open final dress in addition to the Saturday festival performance.
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We started the process by reviewing many of the show recordings that showed the
different levels of performance quality and opened up the discussion of commitment. The idea
of commitment was huge throughout the rehearsal process. Committing to the intentions and
story made the show much more interesting the watch. When the commitment was absent, the
story simply dragged. The majority of the early rehearsals focused on adapting the blocking to
our new sense of the show with only sporadic talk of theory. As the early rehearsals went on, it
became clear there was an urge to please the directing team instead of really learning the
theory. It is certainly understandable and flattering, but not very productive. We continued to
challenge the actors to really think and question for themselves with nice success.
During the middle of the process, panic began to set in as time was quickly running out.
We began to focus more narrowly on just getting the show blocked. Unfortunately, this created
a ton of negative energy as the joy began to drain out of the show. I have always focused on the
blocking in tandem with the analysis work, which creates activated stage movement and
exciting rehearsals, but it does often waste time, particularly for a complex show like this one.
One successful technique was always making sure the rehearsal ended on a high note. Even if it
meant running over a few minutes, which is certainly unprofessional, ending rehearsals on a big
discovery helped everyone leave with a nice mindset. We found ourselves constantly giving the
note to talk to the audience. The actors had been delivering their narrator lines to some
unspecific place between themselves, the audience, and the other actors. The more this
changed, the clearer the story got. As we approached the end of the process and everyone
became more and more worried about finishing the updated blocking in time, we had one very
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powerful rehearsal. We were missing half of the cast at the rehearsal so we finally gave time to
work just a few monologues. This was the only time during the process that we used walk
through analysis. The effect was powerful. We helped the actors break down the tactics of the
monologues, discussed as ifs, and forced them to feel what it was like to really pursue the
intentions. It is overwhelming clear that the in depth analysis work is necessary for monologue
moments. Without the energy of other actors saying lines, the monologues became rushed and
unspecific. The analysis work gave the actors something to bite into during the monologue
moments, and that lasted through the performance.
As we entered the final two weeks of rehearsal where we had both a Friday and
Saturday rehearsal, panic started to set in. Suddenly, the actors seem to forget everything.
Literally, the actors appeared to have forgotten the order of the lines. My assistant director
correctly identified that we were having a fit of perfectionism. Our actors continue to get older,
and with a performance already under their belt, the pressure was truly on and that was
destroying the play and experimentation of the show. In addition, our Friday rehearsals became
very weak while our Saturdays became very strong. The “warming up” effect was back.
Something was causing the actors to start the week off uncommitted. Simply making the actors
aware of these difficulties, which are common in the rehearsal process, made a huge effect.
Luckily, our schedule accounted for this. We had a Friday night final dress before the Saturday
festival trip. The Friday open dress rehearsal was predictably lacking in commitment: the actors
seemed to struggle just to get the words and blocking out. We discussed the fear and confusion
on the stage after that run through and the need to get beyond that to find the fun and
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intention behind the story. Amazingly, the actors delivered in the biggest way possible on
Saturday to rave reviews from the conference attendees.
The performance day could not have been more exciting. From the moment we got
there, everyone was on his or her game. The commitment was incredible from the get go. The
warm up activities had amazing power as the actors projected their lines across a field outside
the dressing room. There was amazing tact as we went through the quick conference tech
process. With the energy of the festival guiding them, the actors truly took the notes from the
entire process to heart to deliver a shockingly specific, driven performance.

Analyzing Reflection
With the intense festival day schedule, there was not time for the reflection process
that took place during the summer. However, as part of the festival, we received verbal
feedback and recognition from the festival respondents that proved wonderfully validating. In
addition to the respondent feedback, I was able to overhear some of the conversations as the
audience left. One patron went on and one about the strength, energy, and ridiculousness of
one of the monologues we worked during the monologue rehearsal. It was great to hear that
validation. Personally, I was impressed that they were able to adapt on the fly to a space much
larger than our rehearsal rooms. They amplified the intentions and connected with each other
in a way that was a thrill to watch. They continued to make the connection with the audience
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very important, creating a very effective storytelling experience. Amazingly, it was clear that the
respondents responded to the show even more than I did.
Our entire team was floored by the two respondents’ feedback. We were truly validated
when we heard all the buzzwords that we had been discussing in note after note. They
mentioned seeing strong “commitment,” “ensemble,” “individuality,” and “play” in addition to
applauding particular blocking moments. They had some valid notes of improvement including
continuing to work on diction, landing the points of narration, and continuing to work the
musicality of the piece. Without a doubt, the best note the group could have ever received was
a compliment over their strong intentions throughout the play. Indeed, the work was clear. I
simply could not have asked for any more. The show was honored with several awards:
outstanding actress, outstanding supporting actor, two all-star cast awards, and, perhaps most
importantly for this show, outstanding ensemble. The entire group left the festival absolutely
floored by the recognition and feedback. The work paid off in the biggest way possible. We
finally ended on the high note we just missed over the summer.
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CHAPTER SEVEN: ADAPTING TECHNIQUE FOR OTHER PRODUCTIONS
As this chapter will demonstrate, this technique can serve many types of productions. If
anything, it is more easily applied to the types of productions presented in this chapter than the
presentational, poetic, storytelling style of The Cat Who Ran. Although there are countless
styles of plays, this chapter will showcase the technique (both complete and spot analysis) for a
sample scene from three very common types of plays for middle and high school performers:
contemporary realism, Shakespeare, and contemporary musical.
As the analysis will demonstrate, this technique is effective with contemporary, realistic
productions, both comedic and dramatic. The comedic pieces often require some focus on the
timing of the lines and negotiating the laughter of the audience. A common production for
young actors, particular those in middle school, is Lockers by Jeremy Kruse. This collection of
mostly comedic scenes, monologues, and short plays allow middle school actors to play their
age without worrying about anything other than the intention. This chapter will look at one of
the scenes in Lockers called “Slice.”
Shakespeare’s presentational, poetic language really presents a challenging external.
Almost like learning a dialect, actors will need to take time practicing the rhythm,
pronunciation, and meaning of the speech until it is comfortable. Luckily, with Shakespeare’s
popularity, there are numerous sources on this topic for all of his popular productions. Once
comfortable, the actor will be free to focus on the intention. The danger is focusing on just
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getting the words out correctly, and not on the intention. The great thing is, thanks to the
verbose nature of his plays, many of Shakespeare’s characters have easily identifiable
intentions, making his plays easy to analyze. Shakespeare’s characters often speak their subtext
aloud. This chapter will analyze the balcony scene from Romeo and Juliet. This is perhaps the
most popular scene from the most popular Shakespeare play for young performers.
The contemporary, often presentational musical is the bread-and-butter of many middle
school, high school, and youth theatres. When a character bursts into song, the actor suddenly
has a lot more externals to think about. Again, the actor must spend time practicing the pitches,
rhythm, breath support, and placement until it is second nature. Then he is free to focus on the
intention. The danger is focusing only on getting the notes right and not on the intention.
However, musicals build energy and even intentions into the rhythms and pitches, often
supporting the acting in the piece. Despite its Broadway flop, a very popular show for young
performers is Seussical, which has several published versions including a shorter version geared
towards middle school performers. This chapter will look at a key song in that show, “Alone in
The Universe.”
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“Slice” from Lockers by Jeremy Kruse Scene Analysis
In this scene, Chris convinces his big sister, Heather, to take him
out for pizza.
Chris is putting his sister in her place.
Heather is getting her brother on her side.
An actor could interpret this scene numerous ways. From my
interpretation, lines like “I was here first” and “Not if you’re going
to be mean” indicate Chris is putting his sister in her place. Lines
like “I don’t feel like going anywhere. Okay?” and “You can come
if you want to” indicate Heather is getting her brother on her side.
This is a possible complete analysis for Chris…
I am Chris Stevens, a ten-year-old average kid.
I am talking to my sister, Heather.
We are in our living room.
It is the evening.
I am literally convincing my sister to take me out for pizza.
I want to put a loved one in their place.
I might say “Back off!” to express this.
It is as if my best friend is enamored with his new video game
system and I am trying to convince him to shut up (or at least let
me play with him).
My sister’s exhaustion and attitude is standing in my way.
I am going to pound, undermine, tempt, tease, shake, charm, and
outwit to get what I want.
Figure 31: “Slice” from Lockers by Jeremy Kruse, P. 1
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This is a possible complete analysis for Heather…
I am Heather Stevens, a twelve-year-old average tween.
I am talking to my brother, Chris.
We are in our living room.
It is the evening.
I am literally convincing my brother to stop being a brat.
I want to get a loved one on my side.
I might say, “Accept my side of the story!” to express this.
It is as if I told a guy that my best friend liked him, and I am trying
to make up for the mistake.
My brother’s attitude is standing in my way.
I am going to debate, bear, assure, convince, rattle, trick, and
outwit to get what I want.

Figure 32: “Slice” Lockers by Jeremy Kruse, P. 2
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“Balcony Scene” from Romeo and Juliet Scene Analysis
In the opening monologue, Romeo describes Juliet’s beauty.
Romeo is alone on stage in this monologue. He sees Juliet, but is
far away from her. As described in the earlier chapter, Bruder et
al. gives us some options for this type of piece. I would try this as
if I were talking to my best friend about just seeing the love of my
life.
Romeo is getting a rise out of his best friend (imagined scene
partner).
From my interpretation, lines like “I am too bold” and “See, how
she leans her cheek upon her hand!” indicate Romeo’s intention.
This is a possible complete analysis for Romeo in the opening
monologue…

Figure 33: “Balcony Scene” Romeo and Juliet by Shakespeare, P. 1

I am Romeo, a young, love struck teenager
I am talking to my best friend.
I am below Juliet’s balcony.
It is night.
I am literally telling my best friend how beautiful Juliet is.
I want to get a rise out of my best friend.
I might say, “This is perfect, isn’t it? to express this.
It is as if I am telling my best friend about an awesome girl I just
met.
My overwhelming emotions are standing in my way.
I am going to compel, energize, urge, kindle, tempt, beg, and
tease to get what I want.
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In the main scene, Romeo and Juliet are denouncing their family
and declaring their love for each other.
Romeo is extracting a crucial answer from Juliet (How true is her
love?).
Juliet is also extracting a crucial answer from Romeo (How true
is his love?)
From my interpretation, lines like “O, wilt thou leave me so
unsatisfied?” indicate Romeo’s intention and “Dost thou love
me?” indicate the same intention from Juliet.
This is a possible complete analysis for Romeo in the main scene…
I am Romeo, a young, love struck teenager.
I am talking to Juliet.
It is night.
I am literally professing my love for Juliet.
I want to get a crucial answer from a loved one.
I might say, “Tell me the truth!” to express this.
It is as if I am getting a student to reveal he has been cheating on
a test.
My overwhelming emotion is standing in my way.
I am going to lobby, challenge, entice, compel, energize, urge, and
tempt to get what I want.

Figure 34: “Balcony Scene” Romeo and Juliet by Shakespeare, P. 2
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This is a possible complete analysis for Juliet in the main scene…
I am Juliet, a young, love struck teenager.
I am talking to Romeo.
It is night.
I am literally professing my love for Romeo.
I want to get a crucial answer form a loved one.
I might say, “Tell me the truth!” to express this.
It is as if I am getting a salesperson to admit he is a crook.
My overwhelming emotion is standing in my way.
I am going to prod, challenge, entice, milk, energize, urge, and
tempt to get what I want.

Figure 35: “Balcony Scene” Romeo and Juliet by Shakespeare, P. 3
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The objectives continue and deepen on this page.

Figure 36: “Balcony Scene” Romeo and Juliet by Shakespeare, P. 4
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The objectives continue. Time becomes an added obstacle with
the Nurse’s calling.

Figure 37: “Balcony Scene” Romeo and Juliet by Shakespeare, P. 5
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The objective continues, the obstacle worsens, and Juliet exits and
re-enters.

Figure 38: “Balcony Scene” Romeo and Juliet by Shakespeare, P. 6
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The objectives continue and Romeo returns to his original
objective at the end of the scene.

Figure 39: “Balcony Scene” Romeo and Juliet by Shakespeare, P. 7
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“Alone in the Universe” from Seussical JR. Analysis
In the first part of this scene, Horton and JoJo mourn their place in
the universe.
Horton is proving himself to the audience.
JoJo is also proving himself to the audience.
From my interpretation, lines like “Great thinkers all feel this way”
and “If I stand on my own, so be it” indicate Horton’s intention.
Lines like “My own planets and stars are glowing” indicate the
same objective for JoJo. I chose to have them communicating
directly to the audience like one would a jury of their peers. This
makes it clear that they are defending themselves.
This is a possible complete analysis for Horton in part one…
I am Horton the Elephant, a young, introverted elephant.
I am talking to the audience who I consider a jury of my peers.
I am sitting on a bush in the jungle.
It is late at night.
I am literally telling the audience what I am going through.
I want to prove myself to the audience.
I might say, “I’m a good person!” to express this.
It is as if I am convincing my principal that I did not cheat on a
test.
The audience’s disapproval is standing in my way.
I am going to beg, debate, convince, astound, charm, pound, and
negate to get what I want.
Figure 40: “Alone in the Universe” from Seussical JR., P. 1
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This is a possible complete analysis for JoJo in part one…
I am JoJo, a young, introverted Who.
I am talking to the audience, who I consider a jury of my peers.
I am in my bedroom.
It is late at night.
I am literally telling the audience my troubles.
I want to prove myself to the audience.
I might say, “I’m a good person!” to express this.
It is as if I am convincing a police officer that I was not speeding.
The audience’s disapproval is standing in my way.
I am going to beg, twist, convince, astound, charm, pound, and
negate to get what I want.

In the second part of the scene, Horton and JoJo meet and
discover they have a lot in common.
Horton is getting a stranger to trust him.
JoJo is getting a stranger to tell him everything will be okay.
From my interpretation, lines like “I would state that in ink”
indicate Horton’s intention. Lines like “Sometimes my thinks are
what get me trouble” indicate JoJo’s objective.

Figure 41: “Alone in the Universe” from Seussical JR., P. 2
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This is a possible complete analysis for Horton in part two…
I am Horton the Elephant, a young, introverted elephant.
I am talking to a tiny stranger on a clover.
I am sitting on a bush in the jungle.
It is late at night.
I am literally getting information about JoJo.
I want to get this stranger to trust me.
I might say, “Trust me!” to express this.
It is as if I am convincing someone I rear-ended that I am not bad.
JoJo’s disbelief is standing in my way.
I am going to halt, beg, negate, question, level, excite, and probe
to get what I want.
This is a possible complete analysis for JoJo in part two…
I am JoJo, a young, introverted Who.
I am talking to a large stranger in the sky.
I am in my bedroom.
It is late at night.
I am literally figuring out who/what this thing is.
I want to get this stranger to tell me it is okay.
I might say, “Tell me everything will be alright!” to express this.
It is as if I am trying to get my parents to tell me getting a C on a
test is okay.
The strangeness of the situation is standing in my way.
I am going to grill, excite, boost, brighten, question, charm, and
probe to get what I want.

Figure 42: “Alone in the Universe” from Seussical JR., P. 3

There is a third part of the scene where the two return to their
objectives from part one with new confidence.
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CHAPTER EIGHT: CONCLUSION
Through this process, I have realized that divergent perspectives can complicate my goal
of balance within rehearsals. I now have a clear technique to strengthen the nurturing
environment, raise the quality of the performance work, and keep rehearsals compact.
I have learned the importance of consistency in rehearsal. Until this project, my notes to
actors were very much scattered, with some notes being more effective than other notes. I
remember struggling to find the “perfect note” that would “fix” everything. I now have a series
of questions that can drill down to the core of most acting challenges: Was the actor pursuing
an intention in line with the story? Was that intention playable? Was the actor connected and
reacting to the proper scene partner? Was the actor pursuing the intentions of the scene with
enough stakes? I have documented my technique in the handouts included in the second
chapter, and I can continue to reflect and modify my technique using these handouts as a base.
I now understand that this technique goes beyond powerful words in the margins of the
script. The analysis must be mental and physical. Reverting to the original questions yield
deeper and deeper responses: asking “what does your character want from the other in this
moment?” digs much deeper than “what is your objective?” The terminology is just a quick way
to describe something much deeper.
I have also learned that with every note, there is a trap. Every note can be
misinterpreted. I have watched an actor think so hard about what his character wants that he
no longer was paying attention to what was on stage in front of him. I have watched an actor
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become devoid of feeling when asked to avoid playing emotion. I now follow every note with its
“anti-note.” Avoid playing emotion here, but let whatever emotions arise, happen. Raise the
stakes here, but do not forget to communicate every single thought. Connect with your scene
partner, but make sure the audience can connect as well. It is a lot to think about.
It is now clear that I have to adapt to the rehearsal length. Perhaps the more powerful
technique in this paper is the spot analysis, not complete analysis. This variation can still be
effective under heavy time constraints. Economics often determine the length of the rehearsal
period. Ultimately, I need to judge myself based on how I balanced my goals with the given
challenges.
This technique can serve as a foundation for many other techniques, particularly vocal
or physical techniques. An actor can use the objective to make effective vocal or physical
choices. This technique can get us on the same page with each other and help us understand
the author’s words, which is the perfect place to build from.
I set out to write a technique geared towards young actors; however, this technique is
just as valid for actors, directors, and creative teams at any point in their training. I have yet to
meet an artist too young, too old, too inexperienced, or too experienced to understand what is
means “to get someone’s goat” or “to get someone to take a big chance” and to contrast that
against “getting the audience to feel sad.” Indeed, the same technique I used for the young
actors of The Cat Who Ran is having plenty of success with the college actors I am teaching this
semester. Shockingly, college students are getting just as much value out of the handouts
supposedly written for middle and high school actors.
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Overall, I am feeling more confident in my ability to maintain a positive learning
environment and quality performance work under a compact rehearsal schedule. The simple
techniques discussed in this thesis can help me reach my desired balance. The technique is as
simple as seven statements:


I know I am __________ talking to _________.



We are at __________ and the time of day is about __________.



For me, _________ is what is literally going on here.



I can deduce that I want the other to _________. However, a more activating
way of saying it might be _________.



It is clear that _________ is standing in my way.



I am going to _________ to get what I want.



It is as-if I am _________.

These simple statements can help me achieve the balanced utopia I am looking for within my
rehearsals.
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APPENDIX A:
PRODUCTION PHOTOS (ORIGINAL PRODUCTION)
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Figure 43: Ran is born.
Source: Photo by author

Figure 44: The fish hides.
Source: Photo by author

Figure 45: The Sun takes a picture.
Source: Photo by author

Figure 46: The Frog poses.
Source: Photo by author
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Figure 47: The cats confront The Fish.
Source: Photo by author

Figure 48: The Black Spiral
Source: Photo by author
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APPENDIX B:
PRODUCTION PHOTOS (REMOUNT)
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Figure 49: Ran plays.
Source: Photo by author

Figure 50: The Fish confronts Ran.
Source: Photo by author
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Figure 51: The Zelkova Elm Tree
Source: Photo by author
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APPENDIX C:
THE CAT WHO RAN COPYRIGHT PERMISSION EMAIL
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APPENDIX D:
“SLICE” COPYRIGHT PERMISSION LETTER
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APPENDIX E:
“ALONE IN THE UNIVERSE” COPYRIGHT PERMISSION EMAIL
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APPENDIX F:
IRB PERMISSION LETTER
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